Abstract: This paper presents a narrative-semiotic approach to the study of the processes and mechanisms of the 20 th century French literary works. The complex methodology of the research is underpinned with the inter-paradigmatic methodological principle, according to which the narrative strategy of literary text production instantiates the author's individual narrative program of constructing narrative reality of a certain type, which is characterized by space-time continuity and stylistic figurativeness.
Introduction
The narrative-semiotic tradition in literary text studies has emerged through integration of traditional and formalist views on literary narrative as a set of text units joined by semantic and temporal connections (Пропп 2001; Томашевский 1999; Успенский 1970; Шкловский 1983; Adam 1985; Bremond 1964) and its positioning as cognitive, and hence, intellectual interaction of the author and the reader, acting in this case as co-authors of a certain narrative reality (Андреева 2009; Савчук 2016a: 36-37; Татару 2009 In modern interpretation, a narrative is viewed as a polycode semantic plurality (Бразговская 2008) , instantiated in a narrative structure by semiotic coding of a text (Корольова 2002) . In general, in semiotic theory, a literary text appears as a certain matrix of (re)creation (Бразговская 2008: 102) or disambiguation (Шкловский 1983: 40) of the world or its possible/probable variants. In this approach, fiction is not copying or encoding reality, but it is such creation or change that would reveal its essence and bring some "harmony and order" into it (Эпштейн 1977: 347) .
A narrative strategy, which I position as a kind of the author's program of constructing narrative reality with the help of narrative methods and devices, techniques and tactics that the writer creates in a certain historical and literary age (Савчук 2016a: 7-8) , from the standpoint of semiotics, appears to be a special author's code used for forming a plurality of narrative reality meanings and its representation in sign and language structures (ibid., 15).
Methods of analysis
The general-scientific methodological foundation of this paper is the idea of integration of traditional norms and canons of studying literary narratives, which is developed on the basis of the existing relationship between text linguistics and linguistic stylistics, on the one hand, and modern methodological principles of linguistic narratology and linguistic semiotics, on the other (Fig. 1) . true meta-science, or the science of sciences (ibid., 8) , which is a synthesis of numerous disciplinary studies of the sign (ibid.).
Linguistic semiotic analysis as such, its essential elements and procedures, which are most fully disclosed by Lotman (Лотман 1970; 2000) , makes it possible to consider literary narrative as one of cultural phenomena that form a certain matrix when creating possible variants of the real world existence (Бразговская 2008: 102) , given the arbitrary use of linguistic signs by writers in the construction of certain narrative reality.
Thus, linguistic semiotic analysis involves description of dialogical relationship between a text and context by revealing correlations of events and/or actions narrated in a literary text with real events or facts of the recipient's biography, as well as taking into account the significance of the literary narrative in terms of its production and reception (Селіванова 2008: 535) .
The newest interdisciplinary text studies reveal a synthesis of semiotic approaches to the analysis of literary prose (Воробйова 2013; Scholes 1982; Vorobyova 2017) . For example, a semiotic narrative meta-method, by Scholes's definition (1982: 87-104) , covers several components, among which Vorobyova distinguishes, in particular, three basic ones. They are the grammar of narrative by Todorov, the verbo-centric rhetoric of prose work by Genette, and the semiotics of literary text by Barthes (Воробйова 2013: 8-9) .
In this sense, I share the position of a French theorist Genette to single out the verbal categories of time, mode of action, and person (Genette 1972; In this research paper, the linguistic-semiotic stage of describing the processes and mechanisms of the 20 th century French literary text production has combined the linguistic semiotic analysis with the methodology of the possible world modelling (Новикова 2010; 2013; Савчук 2016b) , which makes it possible to present the semiosis of French writers' speech production practices in the process of constructing transformation of the real world ontology into a possible world. The most significant sign-language structures of the 20 th century literary text production realization are such narrative strategies that offer the narrative reality visualisation, nonlinearity and simulacrisation.
Thus, a combination of the linguistic-narrative and linguistic-semiotic stages involves implementation of two main research procedures:
• definition of expressive and stylistic figurativeness of the 20 th century literary narrative in terms of semiosis of literary text production narrative strategies;
• identification of the text production potential of visual labyrinth, nonlinear narrative, and simulacra as narrative strategies sign-language structures in the 20 th century French prose.
The idea and essence of the methodological principles presented above and stages of use of the linguistic-narrative and linguistic-semiotic analyses in describing the processes and mechanisms of literary text production are completely in harmony with the position of modern scientists concerning the search for a peculiar flexible metamethod of literary text interpretation (Воробйова 2013: 8; Vorobyova 2017; Zabuzhanska 2017) as the optimal algorithm for its poly-dimensional and poly-level study. scientific research, connected with the author's special narrative style, which has proved the opportunity for integrating traditional and synthesized approaches (Романова 2012: 4) in comprehension of his linguistic heritage.
Presentation of the material
Despite a considerable number of socio-historical (Leenhardt 1973) , literary (Saad 2010) , and linguistic works (Balighi 2014; Şen 2009 ) dealing with certain aspects of Robbe-Grillet's poetic manner and works, the main ways and mechanisms of the narrative reality visualisation, nonlinearity, and simulacrisation in the author's novel "Dans le labyrinthe" ("In the labyrinth") remain virtually unrevealed.
It should be noted that construction and textualization of the imaginary or possible universe is a reconsidered, literary re-interpreted dialogue of the writer with the world (Савчук 2016a: 329).
Significant features of the 20 th century artistic thinking include, on the one hand, providing preference to describing phenomena as elements of some systems in their simultaneity and interconnectedness (Мітосек 2005: 219) , on the other -to the synthesis and competition of cinema and literature (Романова 2012: 6) .
From the point of view of the semiotic theory, the text of Nouveau Roman, also called anti-roman, is described as "a living literary reality" (Біловус 2003: 4) , being marked with a close attention to the character who is studied from the standpoint of psychology, religion or politics (Романова 2012: 9).
The philosophical foundation of the thingism theory (Fr. One of the most important components of the visualized code of writing in RobbeGrillet's works narrative space is ekphrasis and use of the so-called "living pictures" (Ващенко 2013: 95-96) . In addition, I must point out that in Robbe-Grillet's prose text, the entire story is a very peculiar world that unfolds and evolves like a visual labyrinth (Гапон 1990) .
A visual labyrinth as a symbol of unnatural and circle-like semiotic space in Robbe-

Grillet's "Dans le labyrinthe"
The labyrinth is understood as a large network of paths or passages, which cross one another, making it very difficult to find your way or something that is very complicated and difficult to understand (LDCE 2008) , and therefore, it acts as a referent of the whole novel semiotic space, as a convention symbol that outlines the intellectual organization of plurality of meanings, such as a grid or a rhizome (Бразговская 2008: 120), where each sign functions on the border of the intersection with others.
The labyrinth as a leitmotif image is transformed into an intraformal centre (Луцак 2002: 22) and is the main narrative principle in the novel. Thus, the labyrinth implies here the movement characterized by violated temporal consistency, disorientation, and confusion of the whole system of text meanings (Foroughi, Djavari et al. 2013 closed. It is a full, decorated with molding wooden door, the hinged section of which is framed by two fixed, very narrow parts. The man pursues his road towards the corner of the house and turns into the side street, deserted as the previous one. The new way leads, as the previous one, to a crossroads at the right corner, with a last raised lamppost ten meters before the edge in the quarter circle of the pavement, and all around the identical facades. On the base of the opposite cone of the lamppost, there also winds a stem of the ivy molded in the cast iron, curled in the same way, carrying exactly the same sheets in the same places, the same ramifications, the same accidents of vegetation, the same defects of metal. All of the drawing is underlined by the same edging of snow. It was maybe in this crossroads that the meeting had to take place.
In the fragment under consideration, the language signs denoting and detailing the space of the labyrinth have "transparent referents" (Бразговская 2008: 104-105) , since they give unambiguous idea of the referent object: sentier n.m. 'path', route n.f. 'road', coin n.m. 'corner', rue n.f. 'street', carrefour n.m. 'crossroads', voie n.f. 'way'. Such actualisation of the described objects and phenomena occurs as a result of the operation of attributing predicative signs to the names (ibid.), which are textualized by verbs, being united by the common sememes of 'movement' and 'walking' in different The narrative object is represented by a character -a soldier who is in constant wandering and searching for a possible place to meet a stranger:
Fr. Eng. -'wavy in the same way'; 'wearing exactly the same leaves in the same places';
'the same ramifications'; 'the same accidents of vegetation'; 'the same defects of the metal'; 'all the drawing is underlined by the same edging of snow'.
In terms of conceptual analysis, I can assert that the soldier remains hostage to his wandering. Even if the stage changes, he will not be able to leave this labyrinth except in case of his death (which, in fact, happens at the final stages of the novel, since during his wandering along the city and search for the meeting place, the main character is wounded, which the reader finds out only at the end of the novel). I should mention that a desemanticized narrator, who builds a narrative from the "he"-position, choosing the "camera lens" narrative technique, does not analyze the psychological or emotional state of his character in any way and does not explain it to the reader. Such a narrative instance only puts the hero in the world of things that act as narrative objects in the novel just as the character himself. In the fictional text of the French writer, the soldier moves at random, not knowing the path, both in space and in time through the labyrinth.
The researchers of Robbe-Grillet's narrative manner (Foroughi, Djavari et al. 2013) think that temporal wandering (l'errance temporelle) (ibid., 4) is manifested in the properties of repetition and circle-like nature of time, which correlates with the space that has the form of a labyrinth. This transforms the labyrinth into a semiotic space with signs that refer to things and phenomena of nature, but the latter do not correlate with actual reality, given that there are considerably expanded boundaries of the present and an extended spatio-temporal gap between "here" and "now". In this way, the labyrinth provides the outlines for the "distorted/deformed space" of things' and characters' being.
The author's game with space in nonlinear narrative construction
I postulate the writing game concept and the movie story poetics among the notable features of modernist aesthetics, which is important in the context of text production,
given that the literary narrative is built on a specific game script. Actually, a game is described as some activity in terms of its eventuality, in which an object/event, and/or action acquire the status of the probable (Бразговская 2008: 99) . At the same time, the main rule of a game is that it is based on the activities in which the achievement cannot always be predicted, remaining heavily possible but not certain (ibid.), and hence, the narrative principle of the game gives the writer an opportunity to generate a different dimension of being, without relying on the real (actual) world. The terminology of the language game was most fully elaborated in the works of the Austrian philosopher and logician Wittgenstein (Витгенштейн 2005) , who understood it as some idea of existing and potentially possible ways of using languages (ibid.).
Proceeding from the thesis that numerous variants of games with language and texts have a common semiotic essence, since the purpose of the language game is to create a new sign in the process of displaying the previous one (Бразговская 2008: 102) , construction of nonlinear narrative is one of the ways to implement the language game in the narrative space of a prose text.
Nonlinear narrative denies the principle of thinking and reading horizontally (ibid., 132) , that is, presentation of events and/or actions chronologically consistently in the space and time of the narrative, which allows the writer to construct numerous probable dimensions of a character's being in a novel by means of retrospectives in the past. I may presume that resources of nonlinear literary narrative creation include the following:
• overcoming the iconic principle of displaying a character's being in the text;
• infinite story constructing;
• multidimensionality of events and/or actions in the work;
• transition from an informative fragment of one text to contexts of other cultural spaces;
• interactive character of the story process.
In terms of possible world semantics, the defining characteristics of the worlds built in a literary narrative is fictionalism (Іваненко 2010: 175), constructed through certain techniques for establishing the semantic framework and modality (ibid.).
From a semiotic perspective, in particular, in the context of internal reference, the mechanism of generating meanings of a possible world in the novel under consideration is the reference of objects/events and/or actions, which is possible through activation of the similarity channel between the engraving "La défaite de Reichenfels" ("The defeat of Reichenfels") and the world created in the narrative space of the work.
In the writer's novel "Dans le labyrinthe", the black and white engraving "La défaite de
Reichenfels" serves as a semiotic channel for the possible worlds generation. At the same time, the latter, being constructed with the help of linguistic material, are not narrated or told, but are shown, and therefore generate "the universe of linguistic ties and relations between them" (Eco 1962: 336-337) .
In order to establish the peculiarities of functioning of the semiotic channel, which transfers the narrative possible world beyond itself and characterizes its secondary nature in the production of textual meanings (Іваненко 2010: 176) I am alone here now, under cover. Outside it is raining, outside you walk through the rain with your head down, shielding your eyes with one hand while you stare ahead, nevertheless, a few yards ahead, at a few yards of wet asphalt; outside it is cold, the wind blows between the bare black branches; the wind blows through the leaves, rocking whole boughs, rocking them, rocking, their shadows swaying across the white roughcast walls. Outside the sun is shining, there is no three, no bush to cast a shadow, and you walk under the sun shielding your eyes with one hand while you stare ahead, only a few yards in front of you, at a few yards of dusty asphalt where the wind makes patterns of parallel lines, forks, and spirals. The sun does not get in here, nor the wind, nor the rain, nor the dust. The fine dust, which dulls the gloss of the horizontal surfaces, the varnished wood of the table, the waxed floor, the marble shelf over the fireplace, the marble top of the chest, the cracked marble on top of the chest, the only dust comes from the room itself: from the cracks in the floor maybe, or else from the bed, or from the curtains or from the ashes in the fireplace (R.H.).
At the initial stage of the novel, the narrative is presented by a homodiegetic narrator in the form of the first-person singular je 'I', je suis seul 'I am alone', who locates himself in space: ici, maintenant à l'abri 'here now, under cover' in relation to the objects: la table 'the table' , le plancher 'the floor', la cheminée 'the fireplace', la commode 'the chest' or their reflections in the mirror and on polished surfaces: le brillant des surfaces horizontales 'the gloss of the horizontal surfaces', le bois verni 'the varnished wood', le plancher ciré 'the waxed floor', le marbre de la cheminée 'the marble shelf over the fireplace', but in no way identifies himself.
The narrator represents the world consisting exclusively of objects of material kind and natural phenomena. Cinema aesthetics as a conscious reception of figurativeness is quite demonstrative in this case (Мочернюк 2005: 69) , allowing the writer to create possible worlds by applying devices of dissolution, fixation, and detailing/centering of those things getting into the camera lens. In general, framing semantics is evidenced not only by the focus of attention on certain fragments of the narrative as peculiar episodes of a movie story, but by their further postdynamization (Пиjаnoвиħ 1992: 124) .
In the narrative space of the novel under consideration, the above framing techniques are textualised by means of:
• arrhythmic sequence of short takes and unexpected outtakes to achieve the effect of a rapid change of frames in the narrative:
Fr. -je suis seul ici, maintenant à l'abri. Dehors il pleut, dehors on marche sous la pluie en courbant la tête.
Eng. -'I am alone here now, under cover. Outside it is raining, outside you walk through the rain with your head down'.
Fr. -dehors il pleut.
Eng. -'outside it is raining'.
Fr. -dehors il y a du soleil.
Eng. -'outside the sun is shining';
• use of anaphoric constructions in the structure of a complex sentence, which makes it possible to dissolve the camera, accompanied by fixing the view on a certain fragment of the description:
Fr.
-dehors il pleut; dehors il fait froid; dehors il y a du soleil.
Eng. -'outside it is raining'; 'outside it is cold'; 'outside the sun is shining';
• further detailing and visualization of what has been seen is realized through the syntactic figure of lexical repetition, namely, epanaphoras:
Fr. Eng. -'shielding your eyes with one hand while you stare ahead, only a few yards in front of you, at a few yards of dusty asphalt where the wind makes patterns of parallel lines, forks, and spirals'; 'the wind blows through the leaves, rocking whole boughs, rocking them, rocking, their shadows swaying across the white roughcast walls'.
The above repetition initiates the effects of lengthening the created frame picture and some rotation of the visualized labyrinth, given the denotative meaning of the repeated sememe 'rocking' ('balancement'): to rock -'to move gently backwards and forwards or from side to side, or to make something do this' → 'sway' (LDCE 2008);
• the principle of chain link as a stylistic means of repeating or doubling the last word or group of words of one sentence at the beginning of the next, which reinforces the internal consistency of the narrative: in spite of this, everything is a self-sufficient unit and exists on its own: from the room itself: from the cracks in the floor maybe, or else from the bed, or from the curtains or from the ashes in the fireplace'.
Possible worlds and simulacra in Robbe-Grillet's "Dans le labyrinthe"
Convergence of cinematic and literary components in the 20 th century artistic aesthetics in the narrative space of Robbe-Grillet's novel produces a peculiar rhythmic pattern that reinforces editing and the somewhat unnatural/distorted nature of the main character's being.
In the novel under consideration, I isolate a possible world -the world of the firstperson narrator, whose referents, at first glance, are things and phenomena of nature. I note, however, that the narrative possible world of the first-person narrator has deformed/distorted contours, given that the things and the narrator exist on their own, without being in any interdependence or interrelation. In addition, the narrator visualizes the universe filled with things not in the full sense of the concepts named in the narrative, i.e., those with their analogues in the real world, but only with their simulacra.
The idea of the reality simulation in the possible world of the first-person narrator is reflected primarily not in the names of things or phenomena of nature, but in the reflection of a certain possible state/aspect or characteristics of these objects at some point. Its simulative feature is connected with the fact that their external parameters and properties are presented in Robbe-Grillet's novel narrative space as eternally possible and extended in the present, whereas in the actual world they are not so expanded:
Sur le bois verni de la On the polished wood of the table, the dust has marked the places occupied for a while -for a few hours, several days, minutes, weeks -by small objects subsequently removed whose outlines are still distinct for some time, a circle, a square, a rectangle, other less simple shapes, some partly overlapping, already blurred or half obliterated as though by a rag. When the outline is distinct enough to permit the shape to be identified with certainty, it is easy to find the original object again, not far away. For example, the circular shape has obviously been left by a glass ashtray, which is lying beside it. Similarly, a little farther away, the square occupying the table' left rear corner responds to the base of the brass lamp that now stands in the right corner: a square pedestal about one inch high capped by a disk of the same height supporting a fluted column at its centre (R.H.).
From the perspective of semiotic theory, the true hero of the decentered narrative in the author's novel is the world that combines its various interpretations and all cultural traditions in the form of a game (Гапон 1990 Other scientists (Батай 1994; Делëз 1993) simulacrum as a sign that does not have any signified reality. It is a kind of an "empty shell" that manifests the principle presence of the absence of reality (ibid., 384).
Consequently, if the possible world of the first-person narrator has distorted contours and is only filled with simulacra of objects, then the possible world of the soldier is the simulacrum itself, which is characterized by arbitrariness of signs that are not related to reality (Fig. 2) . Thus, the following fragment of the narrative reality indicates its simulacrisation, and the semiotic channel that activates the possible world-simulacrum of the soldier is the black and white engraving "La défaite de Reichenfels": Robbe-Grillet "Dans le labyrinthe", p. 6-7).
The picture, in its varnished wood frame, represents a tavern scene. It is a nineteenthcentury etching, or a good reproduction of one. A large number of people fill the room, a crowd of drinkers sitting or standing, and, on the far left, the bartender standing on a slightly raised platform behind his bar. The bartender is a fat, bald man wearing an apron. He leans forward, both hands resting on the edge of the bar, over several half-full glasses that have been set there, his massive shoulders turned toward a small group of middle-class citizens in frock coats who appear to be engaged in an animated discussion; standing in various attitudes, many are making expansive gestures that sometimes involve the whole body, and are doubtless quite expressive.
<> Somewhat apart, as though separated from the crowd surrounding them by an unoccupied zone -narrow, of course, but nevertheless wide enough for their isolation to be noticeable, in any case wide enough to call attention to them through they are in the background -three soldiers are sitting around a smaller who fill the room. The soldiers are looking straight ahead, their hands resting on the checkered oilcloth; there are no glasses in front of them. They are the only men whose heads are not bare, for they are wearing low-peaked fatigue caps. Behind them, at the extreme rear, the last seated drinkers are mingled with others who are standing, forming a confused mass; besides, the drawing here is vaguer too. Under the print, in the white margin, someone has written a title: "The defeat of Reichenfels" (R.H.).
The fact that the engraving appears as a kind of bridge-mediator between the narrative possible world of the first-person narrator who forms the things-simulacra and the narrative possible world-simulacrum of the soldier is explained by the fact that the actual semiotic channel -the engraving "La défaite de Reichenfels" is a "moulage" deprived of the named reality.
First, no historical sources mention the battle and the defeat of Reichenfels. Secondly, the engraving-simulacrum as an iconic sign, which serves as a naming function because it belongs to the visual (figurative) art, does not relate to the name la défaite 'defeat', given that it represents not the defeat of the troops in the battle or some failure in something, but a scene from a cabaret.
In this way, the writer disguises lack of reality by suggesting another deceptive reality, being in complete harmony with the idea of a "consumer society" as a conditional stimulus of simulacra, which is evidenced by the themes and main characters of the picture:
Fr. -une scène de cabaret; une foule de consommateurs; un petit groupe de bourgeois; plusieurs groupes de buveurs.
Eng. -'a tavern scene'; 'a crowd of drinkers'; 'a small group of middle-class citizens'; 'the last seated drinkers'.
In addition, the simulation character of the reality in the novel "Dans le labyrinthe" thanks to the engraving "La défaite de Reichenfels" is confirmed by the technique of making such an artwork as an engraving. Longman Dictionary of Contemporary English indicates that the engraving is: 1) a print made from an engraved plate, block, or other surface; 2) the process or art of engraving a design on a hard surface, especially to make a print (2008) . In this context, it refers to the imprint as some reflection/image of an object in a mirror or on a polished surface, which implies construction of a transformed/modified (quasi) reality.
The description of the engraving representing the smallest details of the scene in the cabaret is based on the creative poetics of ekphrasis as a "verbal representation of the visual representation" (Heffernan 2004: 191) . In the Ukrainian ( In terms of art study, ekphrasis is presented as one of the types of description, the object of which is artistic reality, transformed by consciousness, intuition, or creative imagination of the artist (ibid., 13), and thus it embodies a dual description of this kind (ibid.) , that is, the image of what has already been expressed by another kind of art.
Ekphrastic interpretation of the prose text, acting, in Jacobson's point of view, as a special code in the mode of "transmutation", programs some intersemiotic translation (Бовсунівська 2013: 110) , which is positioned as the only active growing method of studying a work in the aspect of other forms of art (ibid.). Eng. -'a large number of people fill the room, a crowd of drinkers sitting or standing, and, on the far left, the bartender standing on a slightly raised platform behind his bar'.
The narrative uses Présent de l'Indicatif, i.e., the present tense in the indicative mood.
However, verbs in the passive voice as well as in the pronominal form are used for description implicating and realizing the idea of some confinement and short-term fixation that iconically resembles a photo and creates the effect of a single instant picture of the characters in a certain "static movement": Fr. Eng. -'somewhat apart, as though separated from the crowd surrounding them by an unoccupied zone -narrow'; 'three soldiers are sitting around a smaller table, the second from the rear on the right, their motionlessness and rigidity in marked contrast to the civilians who fill the room'.
The cited ekphrastic description of a tavern scene 'une scène de cabaret' can be divided into two parts unequal in their size. The first, which occupies virtually the whole canvas, shows the visitors and the owner of the establishment, who are presented in frozen and fixed positions, but are not pre-set or thought out, so they resemble "live pictures".
As characters did not pose for a painter or engraver beforehand, I state that the writer's view is the focal point of the picture imaginary reality, and therefore he arbitrarily builds what he thinks necessary, focusing only on certain details of things or their reflections.
Consequently, the engraving of "La défaite de Reichenfels" represents a simulative reality and is a simulacrum that disguises the absence of reality of the soldier's being, since it activates his possible world-simulacrum as a substitute for the narrative reality (Сидорова 2009: 199) . The narrative itself is not a story about reality in the broad sense of this term, but rather a narrative of the experience semiotics (Татаренко 2010:
The second part of the engraving, namely its right corner, contains an image of three soldiers: Eng. -'Somewhat apart, as though separated from the crowd surrounding them by an unoccupied zone -narrow, of course, but nevertheless, wide enough for their isolation to be noticeable, in any case wide enough to call attention to them through they are in the background -three soldiers are sitting around a smaller table, the second from the rear on the right, their motionlessness and rigidity in marked contrast to the civilians who fill the room' (R.H.). In the text, the idea of such immovability is implicated with the sememes of 'inviolability' and 'alienation', which are verbalized by the general meaning of the lexical units immobilité n.f. 'motionlessness' and raideur n.f. 'rigidity': 'not moving at all' (LDCE 2008) and the variant meaning of the lexical unit isolement n.m. 'isolation':
'when someone feels alone and unable to meet or speak to other people' (ibid.).
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The simulacrisation presented on the engraving is clearly evidenced by the fact that, according to the author's idea, the things in the picture "come to life": Robbe-Grillet "Dans le labyrinthe", p. 7).
On closer examination, the isolation of the three soldiers seems to result less from the narrow space between them and the crowd than from the direction of the glances around them. All the figures in the background look as if they are passing -or trying to pass, for the space is cramped -behind the soldiers to reach the left side of the picture, where there is probably a door (through this hypothetical exit cannot be seen in the picture because of a row of coat racks covered with hats and coats); every head is looking straight ahead (that is, toward the coat racks), except for one here and metal. Slightly higher a hip, an arm, a shoulder are leaning against the shaft of the lamppost. The man is wearing a faded military overcoat of no particular colour, perhaps once green or khaki (R.H.).
Considering that ekphrasis is understood as a peculiar type of experiment on visualization with a word belonging to creative poetics, based on the subconscious and irrational (Бовсунівська 2012: 60) At first glance, the soldier appears from nowhere. Similarly, the reader has a question about the soldier's relationship with the room, description of the home interior and the weather outside the window, since the man in the military uniform is not mentioned, but the author just states the fact of his emergence and wandering the labyrinth of his conceivable being.
Subsequently, with the help of the semiotic channel, which is the engraving of "La défaite de Reichenfels", I reconstruct the possible world-simulacrum of the soldier in the story, since the picture clearly shows inappropriateness, irrelevance, and simulation of this character within the borders of its possible world through a detailed and 'derealistic' ekphrastic description of the placing of the three soldiers on the engraving:
Fr. -à l'écart; comme séparés de la foule; leur isolement soit sensible; ils se situent à l'arrière-plan.
Eng. -'somewhat apart'; 'as though separated from the crowd surrounding'; 'for their isolation to be noticeable'; 'they are in the background'.
The soldier in the possible world of the first-person narrator is a narrative objectsimulacrum of the military man depicted in the engraving, considering that he is a reflection or some copy of his counterpart, deprived of the signified reality.
It should be noted that, in view of the narrative nonlinearity, in the narrative space of the analysed novel, we first have representation of a wandering soldier as a normal narrative feature, and only later, after the description of the engraving, do we see the similarity between one of the characters in the military uniform in the picture and the person who is wandering around the world of things-simulacra. The possible worldsimulacrum of the soldier appears, thus, secondary to the possible world of the firstperson narrator, and the engraving of "La défaite de Reichenfels" acts as a semiotic channel, which generates and combines these two possible worlds. Robbe-Grillet pays considerable attention to the texture of the work, which is the basis of his numerous experiments with the form of narration, based on the indivisibility of the narrative reality and its illusion (Ващенко 2013: 95-100) . Therefore, the novel is considered as a novel-ekphrasis (ibid.), in which narrativity is replaced with deduction, since the reader builds from the passages the world that the writer divided previously into fragments (Татаренко 2010: 88) .
In addition, in Robbe-Grillet's "Dans le labyrinthe", the technique of using intersemiotic transcoding (ibid., 164) enables not only the combination of verbal and visible images, but it also visualizes the sound: is associated with a chaotic and unconscious movement in a silent darkness of the maze of buildings, quarters, and streets in the narrative.
At the same time, due to the invariant meaning of the noun déclic n.m. 'click': 'a short hard sound' (ibid.), the sememe 'click' introduces a certain sound series that disturbed the night silence as a result of short sounds of a sudden collision of some hard objects coming into contact. I assume that the lexical unit clarté n.f. 'light', reinforced by the adjectives of the colour jaune 'yellow' and gris 'grey', verbally depicts the light of a street lamp swirling in the wind, and, therefore, it illuminates the street alternately with yellow, then with dull and dim spectra. Eng. -'and the steps, which resound on the floor of the corridor. And the steps, which resound on the asphalt, in the street congealed by the frost. And the snow, which begins to fall'), visualizes the effect of a peculiar acoustic echo, including through the lexical repetition of the phrase les pas qui résonnent 'the steps, which resound', which refers to the reflection of sounds when walking, taking into account the denotative meaning of the lexical unit résonner v.intr. 'to ring out': 'to make a bell make a sound, especially to call someone's attention to you or to call someone to help you' (LDCE 2008 The acoustic image of the echo is also strengthened by the use of the conjunction et 'and' as a rhythm-forming particle at the beginning of each new sentence:
Fr. Eng. -'and the steps, which resound on the floor of the corridor. And the steps, which resound on the asphalt, in the street congealed by frost. And the snow, which begins to fall. And the occasional silhouette of the child, over there, of lamppost in lamppost'. 'the steps, which resound') engender physical sensations of disorientation and isolation of the soldier wandering in the possible world-simulacrum as well as of the first-person narrator who watches the winter landscape through a window or a camera lens.
Intensification of sounds that flow from somewhere, surround, repeat, and then cease is used to depict the visual image of snowfall in the story as a symbol of absolute silence and emptiness: (Fr. -et la neige qui commence à tomber. Eng. -'and the snow, which begins to fall'). In this way, the possible world of the first-person narrator is filled with things-simulacra, ''voiced'' with verbal means that reproduce the sound and picture through a word (Татаренко 2010: 455) .
Discussion and conclusion
To some up, I should state that the main text-forming strategies in Robbe-Grillet' novel "Dans le labyrinthe" are the narrative space visualisation, nonlinearity, and simulacrisation.
Visualisation as the text forming strategy has permitted the author to construct the story as a peculiar world that unfolds and evolves as a visual labyrinth. The latter is a symbolic image of the protagonist's disorientation, confusion, unnecessary and unnatural character. All other examples have been translated by the author.
